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Wyangso gBemhardt (OMbasd) 


The music of Django Reinhardt and Stephane Grappelli bas had a crsur- 
gence in popularity in the L970. Guitarists ae diverse as rock stars Peter 
Frampton, Carlos Santana anil Jerry Garcia, hhirs great ROR Ring. country 
players Chet Atkins and Jerry Reed, classical masters John Withama and 
Julian Bream, and nearly every jazz guitarist from Le< Paul4nd Barney Kes: 
wl to AL DiMeola and Larry Coryell have expressed their admiration and 
respect for the artistry of Djangn Reinhardt. The passion and wealth of 
ereativily in his musir will always he immertal. That Django can he an in- 
spiration 1o musicians of such different temperaments and <lyles pointe out 
the universality of his musical legacy. 

Duke Fllington called him one of the preeminent jazz instarmentabiety 
of all time. This tribute to ao illiterate Eurapean gypsy whe toll time hy the 
sun, who would just as soon disappear to go fishing or play billiards ax keep 
2 musical engagement. came fram one of the most sophistiezted musicians 
in jazz, history. Mange. aman whe avereame a severe handicap. the crippling 
of two fingers on his left fretting band burned ina caravan fire when he was 
righteen, went on lo develop an astounding. unique and inimitable technique 
uncvaled toray. 

The details af Django’s life have been dealt with in many music journals 
and liner notes to his albums and will aot be further expounded upon bere. 
Indeed! author James Jones (From Here to Efernity) onee setout ta write a 
book about Django. who had greatly inspired him. After traveling to France 
and talking to numerous of Django’ contempararics, he finally abandoned 
the project because of the inconsistencies anid contradictions he found in 
his interviews. Django will always br the staff of which legends are made: 
the real farts can never be known. [tis in hie mesic that Djange will be 
found, in all his complexity and simplicity. his fierce passion and soulful 
tamanticism. 

Twenty-five vears after Djange’s death, violinist: Stephane Grappelli. 
his partner in the Quintet af the Hot Chih of Feanee, is turning ona whole 
new generation of fans to the joys of “Le fa7x Hot” with his gracious an- 
hience, total musicianship and sublime ereatisity. At seventy years of age 
he is an inspiration to sre and hear. He cooks with such jay and chapse- 
dizes so heantifally, totally at one with his indteument, that he bridges all 
generation gaps. [f Djange were alive tday, he to0 would most certamly be 
a force in the future development of jazz. 

Yet Django lives on forever on the numerous recordings he made be- 
tween 193 band his death in 1953. Director Martin Scorsese ie said to have 
pained hix original inspiration for the movie “New York, New York" while 
listening to the qnintet’s recording of “Billets Dous” which is featured in the 
movie. : 

Thope that this book will help you gain some insight and much pleasure 
and inepiration from the music of the great evpsy. Django Reinhardt. 

Stan Ayrroff 
Lox Angeles, California 
Febmiary 20, 1978 


Notes on the Solos 


“Dinah” December 1934 

This » from the firal recording session of “The Quintet of The Hot Club 
of Frawe.” 
“Blue Drag” Apeil 1935 
“Chasing Shadows” September 1935 
“ft Dun't Mean A Thing? October 1935 

L have transcribed Djangu's <olu and the Laat section where he “Lrades 
fours” with Stephane Grappell- 
“After Yuuve Gone” May 1936 

This has a vocal by Freddy Tas lor and features sume of Crappelli'’s hot- 
lest playing, 
“GCeuryia On My Mind™ May 1936 

This features a vocal by Freddy Taylor. The introduction by Django & 

: superb. 

“Shine” May 19:46 

Anather sucal by Freddy Tas dor. Djanga really couks vo this one. 
“ta A Seatunental Muod™ Apel 1937 
“The Stwik Of Arabs” April 19.57 
“You Kaseal You™ Devembet 1937 

Django is backed only by the base of Louis Vols. Ehave transcribed the 
third, fourth, aud fifth chonies aml the (wo chucuses that follow the bass 
sola. 

-" Finesse” Apnl 1939 

Hecordal udder the aame “Key Stewart And [lis Feetwarmers.” the cut 
featured touring members of The Duke Ellington Orchestra: Rex Stewart on 
curse, Bames Kigard va clarinet and Billy Taylor on bas. 
“Underided™ August 1959 

This cut has a vocal ly Bern | Davis after Djangy’s opening soho. 
“Don't Warry “Bout We August LUSY 

Lhave Iranmcrbed Django’ upenmg sole and his half chucus aller the 
sucal by Beryl Davin 
“Nuages” (Up Febeuar 1946 

This version feature Stephaiw Grappeth on violin Django starts his soko 
in actif ial harmonies 
“Nuagee” (Uy August BHT 

This ver-wn features Maurie Meunier on clarinet. 
“Nagges7 July 150 

Tlus unuccumparual slo war to be part uf the saad track fue a movie 
about Dyanga [is actually atiedicy of teu tunes, Peller lle”? and Naages™ 
{tis an unhestion of Dyzage’s dy nunc coer and Mow of ideas that this 
rub rans eleven minutes aid filly seconds The end of Belleville Fades out 
un one de ol the THe on whichiat eae ewunled, ail fades tn ugam an 
the other wade eeutualls be oon Nae Pliage tromeribed the begin. 


mang of 7 Nuages7 wath the conplete statement of the theme. 


Explanation of Symbols 


na 

f Trill: Consists of a hammer-on one seale de- 
geee above, and a gall-off to the original note. 

(a) Pap (>) Rends: Rend note (a) up to nate (b) and 
hold for duration of note (b). Strike string 
only at note (a). 

Mp Slides: Left-hand finger remains on string. 
Only first note i plucked. 

rf Glimando: Like a slide with both the first 
and secontl notes being plucked. 

(b) m q 2 ‘ 

a a Tremolo Gliseamda: Same ax glicsando, with 
tremaole picking from note (a) lo note (b). 

0,1,2,3,4 Left-Hand Fingering 


DBDO2DOO® String Numbers 
Cc Full Rarre 
%C Ralf Barre 


Octaves: Octavex are to be fingered as follows: 


6th and 4th strings 5th and 3rd strings 4th and 2nd strings 3rd and Ist strings 


A Note on the Fingering 


As I began to work out the fingerings of the solos in this book | was aware 
that Djange used only the index snd middle fugers of fis teft fund for bis 
single-siring work. We can oly theorize how much use he had of his other 
two crippled fingers. He probably used ther aad his thumb ia chords. How 
much? Again, we can only guess. 

Kerping this in mind, Tet out dhinkiag, “He only had two fingers, so 
there's not a whole lot of vhoice.* Almost immediately | found iny self star 
ing at my left hand, saying, “This is impussible! Django coulda’t have used 
only two fingers!” As I got further along, many patleris emerged and fell 
into place. They did sv only when fused my whole hand. 

Lhave atlempled to ase those fingerings thal were the easiest in producing 
the desired sound. There were many choices of fingerings; these are anly the 
ones Uvat worked best for me. You may find that another fingering suits your 
particular technique better than the one Phave chown. If ou, feed [ree ta ex- 
periment. 

It has beens fascinating to think wabuut how Django actually played. tle 
must have had tremendous ingenuity aid imagination. | did experiment using 
only two fingers lo play the sulus, but If found it impossible to do, Therein 
lies much of the niystery Django has for me: he does the unpussible. 


A Note on Swing 


There are many thy thimie subtleties to be found in Djaugo's music. Whale 
cither taking a sulu of sccumpany ing auuther soluist Django was always in 
control of the song's chy thine drive. Listen lo he recordings themselves to 
hear how Django kept things moving by either adding punctwation to inspire 
the suluind or swinging madly in bis own solo eflorts, 

In the following tranzeriptions all cighth notes an to be played ina swing 
manner. This means (hat two eight notes (72 ) are tu be pliyead ats the 
first and third nates of a traplet ¢ are d 
( S37. ) are to be played with a (riplet feet ( 
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Second Solo 
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An Analysis of Django’s 
Guitar Style 


Introduction 


This section of the buok will present the main sty Iptic concepts of Django’s 
guitar music, Though there is always much to be learned through analyss, 
keep in mind that there is much that will remain acy very. There will be notes 
that will nat ft into any analytical category, set they work. These are what 
make Djangy (and all great iniprovisees) special ard unique. It shiuatd also be 
pouted out thal Django did not follow any set sules of limil hes imazinablion 
in any way. Ile simply played what be heard. 

He had the technique to play any thing he could think of, and abo had an 
incredible stream of ideas Though he developed an astounding techaique he 
never used it as an end in itself: he could think az fast as he could play. 

Djangy did have his own cliches, which he would use now and again; but 
considering bis huge outpul, it is amazing how each svlo ean sland on its 
own as special aid unique. 

Djarge was one of tho-e musical rareties: he seemed incapable of playing 
a wrung nole. His music never sounded strained us forced, and he didn't have 
to struggle fue idvas. Indeed, there seemed tu be so much music and energy 
inside of him that st had tu come bursting out 


Django’s Guitar Style 


One phrase [use to describe Djange’s guitar style ~ornamented arpeg- 
giv.” Though he always had a melodic concept in he svlus, be made very [re- 
quent use of arpeggios in one form or anulbes. Thus differs somewhat from 
the modern develupaients in jazz and rock tus. Today ib more cynimion 
tu prtapese wiany different scales or mude> to create the hasmorse ant 
melodiv interest. 

You should have a guud grasp of the flue ing theory in order tu under- 
stand the atyle of Django aid ho cuntempetacws. Stace it & Dol the inten: 
tion of this book to discuss atin detail, | cgzet that yuu fullin any gaps you 
may have with suppletientary instruction or Teatic.g. 
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Chord Formulas 


You should have a hasir unlerstaniing of chard constriction (formulasy 
Triads: Ront (R). Third (3). Fifth (5) 
Major (R 35) 
Minor (Rb3 5) 
Diminished (Rb365) 
Augmented (R 3 $5) 


Extended Harmony: 
6th chords 

7th chords 

9th chords 

Nth chords 

13th chords 


Altered Chords: 
Any chords with ab 5, #5, b9, #9 


Suspended Chonts; 
The third of the chont is raized to a fourth. 


Chord Family: 

Which “family” the chord fits into. 

Major (Major Gth, 7th, 9th chords) 

Minor (Minor 6th. 7th, 9th chords) 
Dominant (Dominant 7th, 9th. 13th chords) 


Scales 


You should he able to constrict and Nuently play the various scales: 
Major 
Minor (Harmonic, Melorlic, Natural) 
Chromatic 
Pentatonic 
Diminished 
Whole-Tone 


Texture and Color 


Nyango’s guitar tyle has three ana be tures: sinele Urine aelidie tes. 
ertaves. aiul chordal posases of Loo or mere antes, Vhis ae sinulur to what 
Wee Montgomery Heveloped twenty wears Later. Wes sitally farted wut ia 
sighs holes, went te oetavess and canted wath chords, aol offen inter hang: 
Wig these aliffercat devtires Dats eropgvca all thew: sacle be sid aia 
divide) passage. de build lens or reach a elite. all witha the core of 

2 stogle chorus 

Wjanges teed br mute efforts bo create dhtfercat svuml Whe Virst ae die 

motties, both watucal and actitecaad Mans of bie songs end ans chord of 


Uirve ur four datural harmonies al the Stl. vilioe 12th fret, The openiag sale 
fa Ni aees™ 


retlect a the u-e of the open stiugs leereate wnisou duablings. “Dinah” 


in (say an example of the way he need seliftcial diaaenios. The 


(asi. BAO) os an eNaiiple ul th 


Django was a master of nuance anil lone color, Tim this Kil of prer~ateal 


Herrely that savers ployer an dneliyidial sound. Django devehaped yiral subtle: 


tele eetineat that couhl aot be teaseterred to Ue clew tree 


ty ca he tee 


guitar. Vas style wae fest stated to the SHES ID of the aeourtic sitar, He 
extracted dittegent shades uf tone to Ponetittte tdi tliaal plirases, He had a 
nage way of endine anode wy ithe aa apace gliostndy., Many guitarists de the 
sate Ubing. bit nest do se adawane ard etecetion, Kather Hid atteapt te 


esecalar thie sonido Hiyaiists’s peaitacs PF aaencest that you ga dircethy te the 


tle the aaans cecordings that are available, 
ul 
He twee that wave Ojange dues 


semiree and | 


tooled aaeod dre ienaehit ofia 


if I jatrsca’s VePt drained wae mecedibte, his 


any Tosser deine. Ho owas thee thitation af 


sana Ceelintque. Te was Tacat with both ples trai and thawer state play tng 


Tools of the Improviser 


In thie eertion | will attempt io gine venseme idea of how the improviser 
choows what notes to play. 


Arpeggins 


An arpeggin is a broken eh, In-tead of play me all the notes of a chord 
at once, play them separately. ane al atime. Uns note of the chord formula 
is called a chord tone, 

This makes up the bulk of the musical matrvial in Dpnge's style. [stated 
earlier that there are not many purely ecal- pa--agr- te be frond in Dyango’s 
tolos. What you do find ® an ahundancr of arprerir. 

Bam amazed at the velocity with which Django contd play different ar- 
presi, Arpeggins are diffient{ on the guitar. espeviaily compared to thos on 
keyboard and wind instruments, The key te their execution on the guitar lin 
in the choice of fingrring. [am not aire how Djangy played them, consider. 
ing that he generally used onls two fingers 
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1. “it Don't Mean A Thing.” measute 19 
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§. “Shine,” measure 4 
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6. “Undecided.” meaure 16 
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2. measure 3] 


&. “Neages I riesure 21 
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1. “Dinah.” measure 7 


5. “The Sheik of Araby,” measure 2] 
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6. “You Rascal You,” measure 4 


7. second solo, measure 2 


Bb6 


* See section on ornaments. 


8. Finesse,” measure § 


Major 7th 
b. “Undecided,” measure 27 
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2. “Don’t Worry “Bout Me.” measure 73 


5. mivasure 29 
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1. “Don't Worry “Bout Me.” measure 23 


1, “Dinah.” measure 25 
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4. “Chasing Shadows.” measure 22 


5. “After You've Gone.” measure 28 
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* See section of cmaments. 


6. “Georgia On My Mind,” measure 23 


7. “In a Sentimental Mood,” measure 1] 
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8. measure 21 


Gm 
ig 5 
u 
= 
© 
Minor 6th 


1. “Blue Drag.” measure 17 
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2. “Georgia On My Mind,” measure 12 
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5. “Don't Worry “Bout Me.” second solo, measure 2 
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1. “Dinah,” measure 28. - 


2. “It Don’t Mean A Thing,” second soto, measure 7 
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3. “Alter You've Gone,” measure 31 


4. “Shine.” measure 21 
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5. “You Rascal You.” second solo, measure 14 


Bb ¥7 
R iz s 
fester 


6. “Don't Worry Bout Me,” measure 2 


7, “Nuages 1.°° measure 22 
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Dominant 9th 


1. “Dinah,” measure § 
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3. measure 41 
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4. “After You've Goae,” mesure 9 


I. “After You've Gone.” measure 10 
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Ser serlion on Connect ing Chord Tantes, 


EES BNE Uiminished Chords 


1. “Blue Drag,” Measure 7 
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3. “It Don’t Mean A Thing,” second solo, Measure 6 


G7b9 


4. “Undecided,” measure 14 
A7b9 
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Connecting Chord Tones 


There are three base ways fe connert chor tenes: 
Chord Tone to Chord Tone 

This means amply moving directh from ane chord tone te anather. Ab 
arpepgins fall inte: thee category. 
Sealewiee 

You may filbin the nates of the acale between two ehorl tones, The 
notes between chord tones ace called pacing foes (VT). Nate that itis most 
common for passing tenes fo fall on a weak beat ar the weak part of a heal, 
Chord tones uaials fall on the strong beat or strong yard af a heat, 


Scalewise Pawsing Tones (PT) 


1. “Dinah,” measure 16 


5. “You Rascal You.™ measure 14 


F7 
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7. weasure 13 
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Chromatically 
Yuu may play the nutes of the chromatic scale between any two churd 
tones. The most common are: ‘ 
rovt lu b7th (see examples 2,3,4,8) 
3rd to 9th (see examples 3,3,4,8) 


Abo common are: 
3rd tw Sth (examples 9,10) 
Sth tu 3rd (examples 6,7) 
Sth to b7th (eaumple 5) 
91h to 3rd (example 5) 
Mh lv cvvl (exanple 3) 
rot to 9th (example 5) 


Pacing tunes frequently lead from a chord tone of one chord tu a chord 


tone of another. See example 3, in which the root of an A minor chord de: 
scends chrumatically to Ff, the third of aD major chord 


Chromatic Passing Tones 


1. “ht Don’t Mean a Thing.” measure 9 
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- “Shine.” measure 11 


4, meature 4] 


7. “You Rascal You,” measure 8 


10. second solo, measure 5 
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Chromatic Glissando 


Django used the chromatic glissando with great effect. It is amazing how 
he executed them so perfectly. He coordinated his left hand and his right 
hand in such @ way that each time he picked the string he would move 
one fret. At the same time, he was doing a tremendously fast tremolo with 
his right hand. 

The tise of four half-steps descending in this manner occurs frequently in 
Django’s music. 
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2. “Shine,” measure § 
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4. “You Rascal You,” measure 6 
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6. Second solo, measure 13 


E> 
6 BY 6 
4 22 2 ay ; 


e 


7. Second solo, measure 28 
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8. “Nuages 1," measure 7 
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Myange aleained the» Hronvativ cieands over veces fang intervals, 


$. “Chasing Shadeas.7 meaure 7 


4. “Georgia On My Mind.” mezsure 22 
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5. “Shine,” measre 21 


6. “In a Sentimental Mood.” Mezsure 3§ 
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8. “Don't Worry Bout Me.” second solo. measure | 
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1. “Georgu: On My Mind,” micasuie 1! 
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2. “In A Sentimental Mood,” measure 34 
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6. “Don't Worry ‘Bout Me,” measure 4 


8. “Nuages Il,” measure 6 
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Ornaments 


Django created? alditianal interes, hy plas ing arecinié the basic chord 
tones in several different wars, 
The Trill (=~) 

This figure mrans to play the chard tone first, then hammer-oo one 
scale degree abave the chor! lone. then pall-aff to the chord tone again. An 
accidental above the trill sign means that the seale degree above the chord 
fone is altered. Ht will still he citlive a half step or a whole step ahove the 
original chord tance. 


}. “Chasing Shadows,” measure 3 
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4. “The Sheik of Araby.”” measure 5 
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6. “Undecided,” measure |! 
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Bending Notes (B) 


Django only used bends of a half step. He would approach a chord tone 
from a half step beluw il, and bend that note until it sounded like the chord 
« tone. He used the bend on any chord Lone. 


1. “Bie Drag,” measure | 


4. “It Don't Mean A Thing,” measure 2 
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$. “After You've Gone,” measure 4 
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8. “The Sheik of Araby.” measure 14 
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10. “Don't Worry ‘Bout Me,” measure 1 
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eVUNttiary Leadon Cesk ) 

This ornaments stationary Chord lune by playing a half or a whole 
alep alive ar lehow any chard tenc, and then irtuqiing fa the origitral 
tune. The chord tone aecdn't always be played firdt. 
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6. “Undecided,” measure 


9. “Nuages 11.” measure 1J 


A7b9 ye 


: Go er 3 = 


wes OuUnuing Note Figure (SNF) —_ 

These isone Caumbination used by Djange that | call the Surrounding Nolte 
Figure (SNF). Ty Corsets of playing 4 half step below and one scale degree 
above any chord tone. Frequzatly the chord tone itself appears between the 
two notes of the ~urrounding note figuse. 


1. “Dinah,” Measure 3E 


2. “It Don’t Mean A Thing.” measure 17 
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3. “After You've Gone,” measure 32 


5. “Shine,” measure 23 
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Anticipation (Ant) - 


The conneeting figure or arpeggio often anticipates the next chord 
change: this gives momentum tu a solu. Mjango always kiew where he was 
going. and you sliuuld tuo. Don't get hung up on bar tines. Tu construct a 
longer melodic line you must plan ahead. Suppose you have a measure in G 
followed by une lrginning with an Eb? chord. Don't just think of four 
beats of G, stop at the bar line, and Legin lu think of four beats of Eb 7. This 
will inhibit a smueth proycession of ideas and produce tov many short, 
choppy phrases, Try tu link your ideas together through various chord 
changes by using a repeated figure or riff, allestig the scale su it fits the next 
chord change, playing tones cumnion tu both churds, or anticipating the 
neat chord change. Keeping the momentum gying by counecting plirases in a 
flowing manner is esscutul ty guod unpeovisalion 
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6. “After You've Gone,” measure 29 
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8. “You Rascal You,” measure 30 
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9. “Undecided,” measure 34 
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Discography 


The following is a discography of the solos I have transcribed in this book. 
These albums are still in print and are available in most record stores that 


have a selection of vintage jazz. 


Djangulogie 2 (Pathe 2CO54-16002) “After You've Gone" 
; “Georgia On My Mind™ 
“Shine” 
Dyangologie 3 (Pathe 20054-16003) “In A Sentimental Mood” 
“The Sheik Of Araby” 
Dyjangologie 7 (Pathe 2CO54-16007) “You Rascal You" 
Djangologie 8 (Pathe 2CO54-16008) “Finesse™ 
Dyangologie 18 (Pathe 2CO054+-16018) “Nuages™ (for unaccom 
panied guitar solo) 
Django 1934 (Vogue CLD 745) “Dinah” 
“Blue Drag” 
Django Reinhardt (Archive Of Jazz FS 212) “Nuages” (in F) 
Django Reinhardt (Period SPL 1203) “Nuages” (in F) 
Memorial Album Vol 3 
Django Reinhardt— (GNPLCrescendu “Nuages” (starts in har- 


Stephane Groppelly With GNP-9001) 
The Quintet of The Hot 


Club of France 
Parisien Suing (GNP-Crescendo 
GNP.9002) 
Djangu 1935-1939 (GNP-Crescendo 
GNP-9019) 
Dango 1935 (GNP-Crescendy 
GNP-9023) 
Django 1934 (GNP-Crescendo 


GNP-9031) 


monics in G) 


“Chasing Shadows” 
“Undecided” 

“Don't Worry ‘Bout Ne” 
“It Don't Mean A Thing” 


“Chasing Shadows” 


“Dinah” 
Blue Drag” 


